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THE RECORDED VIOLA - VOLUME II 

THE HISTORY OF THE RECORDING OF THE WORLD'S 
FINEST VIOLISTS including 

PRIMROSE/DOWNES/PASQUIER/FORBES/BORISOVSKY/ 
ROSTAL/ERRINGTON/HONEGGER/MERCKEL/ 

COPPERWHEAT/SHORE, etc. 

The viola, once described as “The Cinderella of the Orchestra”, was from earliest 
times overshadowed by the more brilliant violin and, from the beginning of this 
century, by the cello, then being brought into the limelight by Casals. At its low¬ 
est ebb, the viola was largely regarded (apart from its importance as a constituent 
of string quartets) as a mere filler-in of orchestral texture. 
Those days are long gone. Through the work of such giants as Tertis and 
Primrose, the rich, beautiful tone of which the instrument is capable has been 
made plain. This has led musicians to investigate the past and it was soon found 
that there was more to be had than just the Brahms Sonatas and Mozart’s Sinfonia 
Concertante. Bach, Beethoven, Berlioz, Martini and Schumann all composed for 
the viola. 
The widespread revival of interest in the viola during the twentieth century 
prompted the composition of new works for it by distinguished musicians of 
recent times, among them Richard Strauss, Walton, Reger, Bax and - above all - 
Hindemith. 
Of excellent violists there has, since recording began, been little shortage though 
styles changed with the passing of time. Unfortunately some of the best of them 
made recordings before the re-emergence of the viola had taken place, and so are 
heard only as ensemble members. 
“Cinderella” no more! Let us all now rejoice in the splendour of that magnificent 
instrument that is the viola, demonstrated here by some of the greatest players 
the world has known. 

(Hog® 

‘270 31 91492 

Pearl treats early records with skill, 
care and the latest technology to give 
you more of the original, real sound 
and our reputation is second to none 
in the field of historical reissues. 
Please remember that, inevitably, early 
recordings bear some surface noise, 
which may be reduced by use of your 
own tone controls if you so wish. 

Playing times -I: 74’ 39” II: 74’ 50” 
(Set of two Compact Discs) 

Please send for our free catalogue of historical and modern recordings. 

PAVILION RECORDS LTD., 

Sparrows Green, 

Wadhurst, E. Sussex, 

England. 

(1^836) Made in Germany 
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w. Corigliano, vln.,/NYPSO, 
WALTER, cond. 
(Rec. c. 1943. From acetates of broadcast) 

14. HERBERT DOWNES: Vaughan 
Williams - Fantasia on 
Greensleeves [4’ 29 ”] 

w. Osian Ellis, harp 
(Rec. c. 1963- Mat. 2XEA 2261; HMV CLP 

1630) 

(Reissued by permission of EMI 
Records Ltd) 

15. BLANCHE HONEGGER: 
Neubauer - Adagio in F [4’ 15”] 
w. Marcel Moyse, flute 
(Rec. c. 1940. Mat. 2LA 2416-3; HMV DB 

5080) 

16. WATSON FORBES: Grainger - 
Arrival Platform Humlet [2’ 39”! 
(Rec. 1940. Mat. DR 7191-1; Decca M 540) 

17. WATSON FORBES: Grainger - 
The Sussex Mummers’ Carol 
[3- 24”] 

w. Etiennette de Chaulieu, piano 
(Rec. 1940. Mat. DR 7100-2; Decca M 540) 

Total playing time: 
First Record: 74’ 39” 
Second Record:74’ 50” 

Our thanks to Agnes Albert, Ishaq 
Arazi, Laurence Benoist (Paris Con¬ 
servatoire), Stephan Bultmann, Pavel 
Drbal, Raymond Glaspole, Prof. 
Dieter Hartwig (Dresdner Philhar¬ 
monic), David Hermann, Carol S. 
Jacobs (Cleveland Orchestra), Annette 
Philipp, Michael Ponder, Dr. Mau¬ 
rice W. Riley, Patrick Saul, Norman 
Schweikert, Christopher Steward, 
Elizabeth Walker (Curtis Institute of 
Music) and John White. 

Records from the collections of R.L. 
Edwards, Lewis Foreman, Julian Fut- 
ter, Raymond Glaspole, Keith Harvey, 
David Hermann, Tully Potter, Patrick 
Saul and Christopher Steward. Tran¬ 
scriptions effected by Colin Attwell. 
Illustrative material provided by Tully 
Potter. Production co-ordinated by 
Charles Haynes. 

Cover painting: Five Giants of the 
Viola (Vieux, Hindemith, Primrose, 
Borisovsky, Tertis) by Ben Carl Riley. 

Please send for our free catalogue 

of historical and modern 

recordings. 

GEMM CDS 9149 
PAVILION RECORDS LTD., Sparrows Green, Wadhurst, E. Sussex, England. Made in England 



THE RECORDED VIOLA - Volume II 

In Volume One of the Recorded 
Viola we encountered some of the 
pioneers of the instrument’s 20th 
century renaissance - in particular 
Oskar Nedbal, Lionel Tertis and 
Maurice Vieux. Volume Two brings 
us to perhaps the greatest violist 
of all, William Primrose, the man 
who raised viola virtuosity to the 
level commanded by the violin and 
- since the advent of Emanuel 
Feuermann - the cello. Primrose 
began his professional career on 
the violin; and this volume features 
two players, Jacques Gordon and 
Max Rostal, who were known main¬ 
ly as violinists. To some violists, 
who have had to sit fuming in their 
orchestral seats while a big-name 
violinist makes a mess of a viola 
concerto, such inclusions may be 
controversial (at least one of the 
specialist violists represented here 
was promised major recordings of 
viola repertoire, only to see them 
go to a famous fiddler who played 
them rather poorly). But one can¬ 
not get away from the fact that a 

number of violinists have champi¬ 
oned the viola in their own way; 
and it can be argued that Rostal, 
like Josef Suk and Pinchas Zuker- 
man in more recent times, actual¬ 
ly sounded better on what Percy 
Grainger called the ‘middle fiddle’. 
Moreover, it is interesting to find 
here a fine player, Blanche Honeg¬ 
ger, who was equally at home on 
violin and viola and frequently alter¬ 
nated them in the same programme. 
We also have the founder of the 
important Soviet Russian school, 
Vadim Borisovsky, as well as sev¬ 
eral of the most important pupils 
of Lionel Tertis. As for repertoire, 
we have a Baroque sonata, a mas¬ 
terpiece by Debussy, a beautiful 
piece of chamber music by Loef- 
fler, a standard recital number by 
Enescu and excerpts from concer- 
tante works by Mozart, Vranicky 
and Vaughan Williams. The Vran¬ 
icky, while not on the same artis¬ 
tic plane as the Mozart, is one of a 
select number of works for two 
violas and orchestra. Who said the 
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instrument lacked repertoire? 
We begin with that true gentleman 
of the viola Bernard Shore whose 
career represented a triumph over 
adversity. He was born Bernard 
Alexander Royle Shore in London 
on 17 March 1896 and was edu¬ 
cated at St Paul’s School and then 
(from 1912) at the Royal College of 
Music, intending to become an 
organist. During war service in 
France, however, he was severely 
wounded in the right hand by a 
bombing accident. As he was car¬ 
ried, still conscious, into a field 

dressing station, he told the sur¬ 
geon: £I want you to preserve every 
eighth of an inch you can. He was 
left with enough of the hand to 
grip the bow and so concentrated 
on his second instrument, the viola. 
Encouraged by his father and Sir 
Hubert Parry, principal of the Royal 
College, in 1919 he resumed his 
studies there (viola with Arthur 
Bent, horn with Adolf Borsdorf, 
composition with Thomas Dun- 
hill), winning two gold medals. 
From 1924 he studied privately 
with Lionel Tertis, the real inspi¬ 
ration for his career. He joined the 
Queen’s Hall Orchestra that year, 
played first viola in Anthony 
Bernard’s London Chamber 
Orchestra, made his recital debut 
in 1925 and soon premiered Gor¬ 
don Jacob’s First Viola Concerto 
at a Promenade Concert. Other 
premieres followed, including 
Philip Sainton’s Serenadephan- 
tasque, double concertos by Stan¬ 
ley Wilson (with Albert Sammons) 
and Arthur Benjamin, and con¬ 
certos by Christian Darnton and 
Elizabeth Maconchy. He gave the 
second performance of the Wal- 
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ton Concerto, after Hindemith. He 
played in the Spencer Dyke Quar¬ 
tet and was the founder viola prin¬ 
cipal of the BBC Symphony Orches¬ 
tra in 1929 (his book The Orches¬ 
tra Speaks, published in 1938, con¬ 
tains invaluable pen pictures of the 
great conductors he played under). 
When Tertis retired in 1937, Shore 
acquired the master’s Montagnana 
viola. In 1940 he joined the RAF, 
becoming a squadron leader on 
special duties. After the war he 
briefly resumed his BBCSO post 
but his work as a special adviser to 
the Ministry of Education, and then 
as chief of His (later Her) Majesty’s 
Inspectors for music, took up more 
and more of his time. He continued 
to play in public to an extent, and 
on his retirement in 1959 returned 
to the RCM to teach. He eventual¬ 
ly let the Montagnana go to his pupil 
Roger Chase but almost to the end 
of his life he played his Tertis Model 
(by Arthur Richardson of Crediton) 
for pleasure - he was a forthright 
advocate of the TM viola and 
demonstrated it vigorously at the 
first Lionel Tertis Competition on 
the Isle of Man in 1980, when he 

was 84 but still producing a 
sonorous tone. He died on 2 April 
1984. Shore’s only commercial 
solo recordings, including a Han¬ 
del sonata and a Bach arrange¬ 
ment, were made in the late 1940s 
with Gerald Moore; but his noble 
playing can be heard in a num¬ 
ber of pre-war orchestral record¬ 
ings, and a 1936 live performance 
of Mozart’s Sinfonia Concertante, 
with Jean Pougnet and the BBCSO 
under Sir Henry Wood, has been 
issued on CD. The familiar encore 
piece by Joseph Hector Fiocco, 
played on the Montagnana, dis¬ 
plays Shore’s excellent tone, crisp 
articulation and firm rhythm; it 
represents the English viola style 
at its best. 
Next we have a composite ver¬ 
sion of Debussy’s Sonata for flute, 
viola and harp, featuring three vio¬ 
lists from the same vintage - some 
coherence is given to the ‘perfor¬ 
mance’ by the fact that the flautist 
and harpist in the first and last 
movements are the same: Marcel 
Moyse and Lily Laskine. The first 
movement features Alice Mer- 
ckel, one of the best pupils of 

Maurice Vieux. She was bom Marie 
Claire Cecile Alice Merckel in Paris 
on 22 November 1899, into a musi¬ 
cal family - her father was a pro¬ 
fessional violinist and her elder 
brother Henri (1897-1969) became 
one of the most renowned French 
violinists of his generation. Alice 
was given her initial violin lessons 
by her father and, like her brother, 
was soon appearing in public. She 
graduated to the viola to help make 
up a family quartet; but it seems 
that she was not pushed into being 
a child prodigy and only in 1918 
did she finally opt for music as a 
career and enter the Paris Conser¬ 
vatoire. There she studied viola with 
Vieux and chamber music with 
Camille Chevillard. In 1919 she took 
a second prize for viola and in 1920 
a prix d’excellence, but thereafter 
she seems to have concentrated on 
chamber music - in the 1921 exams 
she played first viola in Mozart’s G 
minor Quintet. On leaving the Con¬ 
servatoire she became one of the 
busiest and best-known violists in 
Paris - she shared brother Henri’s 
legendary skill at sight-reading and 
was valued particularly as a cham¬ 

ber musician. She took part in a 
famous recording of Faure’s C 
minor Piano Quartet with her 
brother playing the violin. Alice 
Merckel is well treated by the engi¬ 
neers in her recording of the 
Debussy Trio - in fact she is almost 
too far forward; but her playing 
can stand the scrutiny and she is 
fully up to the standard of her two 
famous colleagues. 
Fiorenzo Mora, who plays the 
second movement of the Debussy, 
came from Milan and was one of 
only two Italian violists to make 
solo records in the 78rpm era, the 
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other being Romeo Scarpa. Mora 
was a founder member of the Quar- 
tetto Poltronieri of Milan, which 
was established in 1923 by the vio¬ 
linist Alberto Poltronieri (1892- 
1983). It is believed that Mora too 
was born in the 1890s and studied 
at the Conservatorio Giuseppe Verdi 
in his home city. The quartet did 
a good deal to bring Italian music 
to the fore, playing neglected Boc¬ 
cherini works from manuscript parts 
and premiering modern composi¬ 
tions like Benvenuti’s D minor Vari¬ 
ations and a set of songs by Pizzetti, 
with string accompaniment, which 
they toured with the soprano 
Rachele Maragliano Mori. They first 
came to London in November 1927, 
when The Times mentioned ‘the 
violist’s warm tone, rhythmic vigour, 
and absence of the hesitancy that 
spoils a good deal of viola play¬ 
ing’, a propos of their Dvorak Amer¬ 
ican. A few months later the same 
paper wrote: ‘These four players 
produce a very finished ensemble, 
and their precision is quite remark¬ 
able’; and in 1929, again in The 
Times, the critic praised ‘the exquis¬ 
ite finish of their performances’ 

after they had played Franck, Ravel 
and Haydn. During his time in the 
quartet, Mora was able to work 
with such composers as Malipiero 
and Alfredo Casella (a marvellous 
pianist who organised the Trio Ital- 
iano with Poltronieri and Arturo 
Bonucci and sometimes appeared 
with the quartet). Mora made sev¬ 
eral records with the quartet, 
including some Boccherini, but 
had been replaced by Giuseppe 
Alessandri in the ensemble by the 
Second World War. His later career 
is shrouded in mystery, though it 
is thought he may have emigrat¬ 
ed to South America. His record¬ 
ing of the Debussy was made on 
only three 12-inch sides, which 
entailed cutting the music; so we 
have chosen the shortest move¬ 
ment to represent him. His playing, 
while excellent by the standards 
prevailing in Italy at the time, is 
very much in a transitional mode 
between the 19th century style and 
that of today, when Italian violists 
make some of the most beautiful 
sounds to be heard on the inter¬ 
national scene. Mora’s partners are 
two other eminent Milan-based 
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musicians, the harpist Celestina 
Gandolfi and Arrigo Tassinari (who 
was Toscanini’s solo flautist at La 
Scala in the 1920s and was later 
associated with Renzo Sabatini and 
two other harpists, Ada Ruata Sas- 
soli and Alberta Sudani, in the Trio 
Artis di Roma and the Quintetto 
strumentale di Roma). 
Like Merckel, Etienne Marcel 
Ginot - who plays in the finale of 
the Debussy - was a pupil of Vieux. 
He was born on 22 March 1901 at 
St Etienne in the Loire Valley, the 
son of a mechanic, and was edu¬ 
cated at the local music school. Not 
until 1920 did he enter the Paris 
Conservatoire; but he made rapid 
strides there, winning a second 
prize in 1921 and a first prize in 
1922. In the 1923 exams, he was 
the only member of Lucien Capet’s 
chamber music class to play in all 
four movements of the performance 
of the Debussy Quartet which the 
class presented. Ginot became one 
of the foremost orchestral and 
chamber music violists in Paris, 
leading the violas in the Orchestre 
Lamoureux and the Opera 
Comique. He taught at the Paris 

Conservatoire from 1951 to 1956, 
his best-known pupil being Bruno 
Pasquier - who found him very 
much a teacher of the old school, 
more interested in technical prob¬ 
lems than in questions of inter¬ 
pretation. He laid more emphasis 
on left-hand technique than on 
bowing and was rather authori¬ 
tarian; his pupils were inclined to 
be scared of him and anyone who 
had not done his homework was 
liable to be thrown out of the class. 
Pasquier felt that Ginot was a sure 
and safe technician but not as musi¬ 
cal as Leon Pascal, with whom he 
also studied. Interestingly, Ginot 
played for most of his career on 
relatively humble instruments - 
the one he used for teaching was 
frankly poor - and only in his last 
years did he obtain an old Italian 
viola. He died in Paris on 2 Novem¬ 
ber 1978. He was a member of sev¬ 
eral chamber groups over the years, 
including the Studio Quartet 
attached to French Radio and the 
quintet organised by the harpist 
Pierre Jamet, but made hardly any 
records - a version of Schumann’s 
Marchenbilder has proved impos- 
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sible to track down. Better known 
is Stravinsky’s Rag-time, under the 
composer’s direction, to which 
Ginot makes a sterling contribu¬ 
tion. The Debussy Trio Sonata is 
considered his best recording and 
he dovetails well with Moyse and 
Laskine. 
Not least among the products of 
the Imperial Conservatory at Odessa 
was the violinist Jacques Gor¬ 
don, who was born in the city on 
7 March 1898. He began playing 
the violin at five and at nine was 
appearing as a prodigy all over 
Russia. At the Conservatory he stud¬ 
ied with the distinguished Czech 
fiddler and conductor Frantisek 
Stupka, won a prize when he was 
only 13 and graduated in 1913- 
After playing at the celebrations of 
300 years of Romanov rule, he was 
decorated by the Czar. Following 
a short spell at the Imperial Gym¬ 
nasium, he was touring Germany 
when mobilisation for war began 
in 1914. His father managed to get 
berths for the family on the last 
ship to leave Hamburg for the Unit¬ 
ed States, and they were on the 
high seas when war broke out. In 

New York, Gordon studied with 
Franz Kneisel at the Institute of 
Musical Art (fore-runner of the 
Juilliard School) from 1914 to 1917. 
He gave concerts with Harold 
Bauer and Benno Moiseiwitsch 
and played briefly in the Berk¬ 
shire Quartet, before becoming 
Frederick Stock’s concertmaster 
in the Chicago Symphony in 1921. 
At the same time he founded his 
own quartet, and in 1930 he left the 
orchestra to concentrate on the 
ensemble and the Gordon Musi¬ 
cal Association, based at Falls Vil¬ 
lage. He was also a soloist - he 
gave the first American perfor¬ 
mance of Respighi’s Concerto Gre- 
goriano - and the first conductor 
of the Hartford Symphony. Dur¬ 
ing his time in Chicago he was 
head of the violin department at 
the American Conservatory of 
Music, and in 1942 he took a sim¬ 
ilar post at the Eastman School of 
Music. In 1947 Gordon became 
partially incapacitated by a stroke; 
and on 15 September 1948 he died 
following another cerebral haem¬ 
orrhage. He had just returned from 
a musical evening with his friends 
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Albert Spalding and Fritz Kreisler 
when he was taken ill. He left a 
considerable legacy of composi¬ 
tions and transcriptions for the 
violin, many of which were pub¬ 
lished. Gordon often played the 
viola for his own enjoyment and 
liked it enough to record both the 
Rhapsodies by Charles Martin Loef- 
fler, which began life as songs to 
French poems by Maurice Rolli- 
nat and were reworked as instru¬ 
mental trios in 1901. We have cho¬ 
sen the first, The Pool, which has 
the more striking viola part. It is a 
lovely piece and Gordon does it 
full justice, supported by Emma 
Boynet and Bruno Labate. 
In Volume One we highlighted 
several members of the Czech 
viola school: Nedbal, Herold and 
Cemy. Two others ofCemy’s gen¬ 
eration were Robert Dolejsi 
(1892-?), who also played the viola 
d’amore, and Josef Beran (1896- 
1978), who studied with Herold 
and himself became a valuable 
teacher. Dolejsi, a Sevcik pupil, 
emigrated to America and worked 
in Chicago. Beran played in the 
old Suk Quartet, with whom he 

can be heard on record (though 
not here), and made guest appear¬ 
ances with other ensembles. How¬ 
ever, a more formidable rival to 
Cemy in Prague as teacher and 
chamber musician was Vincenc 
Zahradnik (1899-1967), a mem¬ 
ber of the Ondhcek Quartet from its 
formation in 1921. Zahradnik stud¬ 
ied violin and viola with Jindrich 
Feld and his composition teacher 
at the Prague Conservatory - where 
he himself was to teach the viola 
from 1947 - was Josef Bohuslav 
Foerster. On leaving the Conser¬ 
vatory in 1919, Zahradnik played 
in the §ak Philharmonic under Ned¬ 
bal and then graduated to the Czech 
Philharmonic. With Jaroslav Pekel- 
sky, Kami Vyskocil and Bedrich 
Jaros, he formed the Artistic Quar¬ 
tet which made its debut on 29 
March 1922. That autumn the vio¬ 
lin virtuoso Frantisek Ondhcek died 
and the ensemble was renamed in 
his honour - the violinists and vio¬ 
list had attended his masterclass¬ 
es. In a career of almost 40 years 
the Ondhcek Quartet, a most grace¬ 
ful group, had four leaders: the 
death of Vyskocil in 1933 brought 
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in Richard Zika as first violin, Pekel- 
sky stepping down to second; and 
the quartet thrived until the ailing 
Zika left in 1946. During that peri¬ 
od the foursome made a number 
of records, mostly of Czech works; 
besides the expected masterpieces 
by Smetana and Dvorak, these 
included Janacek’s First, Novak’s 
Second and the Polka by Fibich. 
Their lovely recording of Dvorak’s 
Piano Quintet, with Jan Herman, 
found its way on to an early Amer¬ 
ican LP. From these records we 
hear that Zahradnik was a warmer- 
toned violist than most of his con¬ 
temporaries but still a transitional 
player. He remained with the quar¬ 
tet until its dissolution in 1958. 
In this recording of the Rondo from 
Vranicky’s Concerto in C for two 
violas, Zahradnik’s partner is Vaclav 
Jenc (born 1905), the principal 
viola of the Prague Radio Orches¬ 
tra. Jenc studied with the Ond ricek 
and Marteau pupil Karel Kalik and 
made another solo recording for 
Ultraphon, of a movement from 
the Vanhal Concerto. He played 
one of two Ferdinand August 
Homolka violas which had 

belonged to Dvorak. In the Vran- 
icky Rondo his tone is well differ¬ 
entiated from that of Zahradnik and 
his own orchestra gives him and 
his partner solid support, under the 
baton of the great Karel Ancerl. 
While a number of excellent Russ¬ 
ian violists emigrated to the Unit¬ 
ed States and enjoyed good careers 
there, the viola made slow progress 
in Russia itself under the Commu¬ 
nist system. The first glimmerings 
of progress came with Moscow- 
born Vladimir R. Bakaleinikov 
(1885-1953), who studied the vio¬ 
lin with Mikhail Press at the Moscow 
Conservatory, graduating in 1907, 
and played viola from 1910 to 1927 
in the ensemble known first as the 
Grand Duke of Mecklenburg’s 
Quartet and then as the Stradivar- 
ius Quartet. ‘He had a beautiful big 
sound,’ wrote his friend Nathan 
Milstein. He eventually became 
known as a conductor but remained 
true to the viola to the extent of 
writing a concerto for it in 1937. 
The man who became the father 
of the Soviet school was Vadim 
Borisovsky (1900-1972). He was 
a magnificent player but it is 
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arguable that he did even more for 
the viola through his teaching than 
through his own example. He was 
born in Moscow and studied at the 
Conservatory, first as a violinist in 
Press’s class then as a violist under 
Bakaleinikov. The latter persuad¬ 
ed him to take up the viola full¬ 
time, as he had the rare ability to 
handle a really large instrument - 
in the heyday of his career he 
would wield a massive Gasparo 
da Salo with a body length of 46cm 
(just over 18in). Borisovsky grad¬ 
uated in 1922 with a first prize in 

viola but remained connected with 
the Conservatory through the quar¬ 
tet he founded with the virtuoso 
violinist Dmitri Tsyganov and the 
Shirinsky brothers, Vassily and 
Sergei. Calling themselves the 
Moscow Conservatory Quartet, 
they gave their first public concert 
on 30 November 1923 - their actu¬ 
al debut had been made at the 
composition exams, with a quar¬ 
tet by their second fiddle Vassily 
Shirinksy. They programmed 27 
works in their first season, played 
about 70 concerts (and some 210 
rehearsals) a year, won several 
national competitions, presented 
their first Beethoven cycle in 1928 
and in 1931, after a particularly 
successful Beethoven series, were 
allowed to call themselves the 
Beethoven Quartet. Meanwhile in 
1927 Borisovsky succeeded his 
teacher as viola professor at the 
Conservatory (Bakaleinikov hav¬ 
ing emigrated to America) and met 
Paul Hindemith in Berlin, estab¬ 
lishing a lifelong friendship with 
him and Wilhelm Altmann - with 
whom he began a ten-year col¬ 
laboration on a catalogue of viola 
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repertoire. He himself was to con¬ 
tribute 253 published editions and 
transcriptions to the enriching of 
that repertoire. He played the viola 
d’amore and had an instrument spe¬ 
cially made for him by T.F. Pod- 
gomy - who was also commissioned 
to make many copies of the Gas- 
paro viola for Borisovsky’s students. 
The major turning point of 
Borisovsky’s career as a chamber 
musician was the premiere in 1940 
of Shostakovich’s Piano Quintet, 
with the composer at the piano. It 
ushered in an unprecedented col¬ 
laboration between the composer 
and the Beethoven Quartet, who 
went on to prepare and premiere 
the Second Quartet and all the quar¬ 
tets up to the Eighth; but in 1964 
Borisovsky, no longer in the best 
of health, handed over his seat in 
the ensemble to his pupil Fedor 
Druzhinin. The quartet’s collabo¬ 
ration with Shostakovich survived 
the death of Vassily Shirinsky the 
following year and continued until 
the composer’s death; and 
Shostakovich dedicated his 13th 
Quartet of 1970 to Borisovsky. For 
the eight years left to him after his 

retirement from playing in pub¬ 
lic, Borisovsky continued to teach 
and work ceaselessly on behalf 
of the viola. In 1968 he saw the 
establishment of an international 
organisation for promoting the 
instrument, a project of which he, 
Hindemith and Altmann had 
dreamed in the 1920s. His out¬ 
standing pupils include Rudolf 
Barshai, Dmitri Shebalin, Igor 
Boguslavsky and Mikhail Tolpy- 
go. Along with his Leningrad col¬ 
league Yuri Kramarov (1929-1982), 
he was responsible for raising the 
profile of the viola in the Soviet 
Union until it was a recognised 
solo instrument. Borisovsky made 
many recordings with the quar¬ 
tet and a number as a soloist on 
both viola and viola d’amore, 
including his own edition of 
Glinka’s Viola Sonata with a com¬ 
pletion of the unfinished second 
movement. We feature two of his 
transcriptions - a solo based on 
a Tchaikovsky piano piece and a 
duet - as well as a song in which 
he plays obbligato to the lyric 
tenor Ivan Kozlovsky. It is a setting 
of the well-known Pushkin poem 
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beginning ‘I loved you . . . ’ and the 
recording is of special interest in 
that the song’s composer Matvey 
Sakharov, best known as an accom¬ 
panist, is at the piano. As for 
Borisovsky’s own playing, there is 
no mistaking the sound of a real¬ 
ly big viola, handled in a masterly 
fashion. Lionel Tertis would have 
approved. 
In the Barcarolle by Pyotr Bulakhov 
(1822-1885), Borisovsky is joined 
by the exceptional violist Mikhail 
Teryan. He was born in 1905 in 
Moscow of Armenian parents and 
studied the violin under Konstan¬ 
tin Mostras at the Moscow Con¬ 
servatory, graduating in 1929. How¬ 
ever in 1924 he had already organ¬ 
ised a student quartet, in which he 
played the viola, with three other 
Armenians: Avet Gabrielyan, Levon 
Ogadjanyan and Sergei Asla- 
masyan. Eventually they took the 
name of the founder of Armenian 
church music, Komitas, and as early 
as 1926 they were gathering com¬ 
petition honours. Basing itself in 
Armenia, the Komitas Quartet 
became a pivotal factor in the 
development of modern Armen¬ 

ian music, travelling throughout 
the region and giving many pre¬ 
mieres; but in 1946 Teryan left the 
group to return to Moscow, hand¬ 
ing over to his younger colleague 
Genrikh Talalyan. He now became 
a familiar figure in Moscow music, 
playing in David Oistrakh’s quar¬ 
tet and other chamber ensembles, 
leading the violas in the Bolshoi 
Theatre Orchestra and teaching at 
the Conservatory, where he con¬ 
ducted the chamber orchestra. He 
took part in numerous chamber 
music recording sessions, includ¬ 
ing several with the Oistrakh Quar¬ 
tet, but this is thought to be his 
only solo record. 
The best violist in Romania in the 
first half of this century was Alexan- 
dru Radulescu, who was born 
around 1900 and studied at the 
Bucharest Conservatory. In due 
course he became principal of the 
Bucharest Philharmonic; and when 
the great violinist George Enescu 
formed a string quartet in the 
Rumanian capital during the war, 
Radulescu was the natural choice 
for the viola chair. In March 1941 
the ensemble gave a complete 
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Beethoven cycle in Bucharest. Rad- 
ulescu recalled in a 1975 interview 
that Enescu insisted on starting 
each rehearsal with a performance 
of the GrosseFuge, the four would 
then continue rehearsing for five 
or six hours. Radulescu asked Enes¬ 
cu if it was true, as Vincent d’Indy 
had alleged, that if all Beethoven’s 
works were destroyed Enescu 
could reconstruct them from mem¬ 
ory. ‘Oh no,’ replied Enescu, ‘only 
the symphonies, quartets and trios, 
the Missa Solemnis and Fidelio.' 
During their close collaboration, 
Radulescu and Enescu also gave 
a broadcast performance of the 
Konzertstuck which Enescu had 
written in 1906 for the viola exam¬ 
inations at the Paris Conservatoire 
and had dedicated to Theophile 
Laforge. Luckily this broadcast was 
recorded by Rumanian Radio. The 
piece is now a central repertoire 
item and this performance is a fine 
one, quite apart from its historic 
connotations - Enescu, a terrific 
pianist, was not yet crippled by 
the arthritis which was already 
afflicting him. 
The 20th century has seen rela¬ 

tively few specialist string trios; 
and those in the latter half of the 
century owe an enormous debt to 
the Trio Pasquier, who inspired so 
many works for the medium. They 
were three brothers, born and par¬ 
tially educated at Tours within a 
few years of each other and mem¬ 
bers of a close-knit musical fami¬ 
ly - their father was a violinist and 
their mother and sister were 
pianists. The violist was the eldest 
brother Pierre Pasquier, born on 
14 September 1902, who was 
already a considerable artist - in 
more than one sense of the word 
- when he entered Vieux’s class 
at the Paris Conservatoire in 1919- 
In that first year, Gabriel Faure was 
still the director; and Pasquier used 
to regale his brothers with stories 
of the white-haired composer nod¬ 
ding off during the exams. He grad¬ 
uated in 1922 with a first prize and 
through the 1920s was solo violist 
of both the Straram and Lamoureux 
Orchestras. In 1927 he founded 
the Pasquier Trio with his broth¬ 
ers -Jean on violin, Etienne on 
cello. Up to their retirement in 1971 
they gave more than 2,500 con¬ 
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certs together, all over the world, 
and some 75 works were written 
for them, including the trios by 
Frangaix, Harsanyi, Jolivet, Martinu, 
Milhaud, Rivier, Roussel and Schmitt. 
Pierre taught chamber music at the 
Conservatoire from 1943 to 1974, 
his star pupils including the violist 
Colette Lequien. he died in Paris 
on 5 March 1986. His Mantegazza 
viola is now owned by his elder 
son Bruno, who carries on the fam¬ 
ily trio tradition with his younger 
son Regis and the cellist Roland 
Pidoux. Pierre Pasquier was known 
in the musical profession as a 
wicked cartoonist and caricaturist. 
Some of his drawings are owned 
by their subjects and a few have 
been exhibited, but the bulk are 
still unpublished; his son Bruno has 
a large collection, including sketch¬ 
es of Faure, Francescatti, Heifetz, 
Paray and Marguerite Long. Pierre 
Pasquier made a considerable num¬ 
ber of records with the trio, includ¬ 
ing two accounts of Mozart’s Diver¬ 
timento, K563; and as late as 1973 
he recorded the Debussy Trio with 
Rampal and Laskine. It seemed 
appropriate to illustrate his play¬ 

ing with the first of the three Pieces 
en trio, Op. 90, which Gabriel 
Pierne based on the names Jean, 
Pierre and Etienne Pasquier. 
Although the other two pieces 
(not connected with the players’ 
names) are superficially more 
attractive, this one grows on the list¬ 
ener with each hearing and all 
three instruments have chances 
to shine. 
One of the might-have-beens of 
modern music-making was the 
string quartet that the Polish vio¬ 
linist Szymon Goldberg led in the 
early 1930s, when he was con- 
certmaster of the Berlin Philhar¬ 
monic. The ensemble was 
doomed from the time the Nazis 
came to power in 1933, as three of 
its players were Jewish, but it made 
at least one record which showed 
its potential. Its violist was Rein- 
hard Wolf, who was born in 
Berlin on 5 or 6 September 1904 
and studied at the Hochschule 
there. The family appears to have 
come from Vienna - at any rate 
his elder brother Winfried, a well- 
known pianist and composer, was 
born in the Austrian capital in 
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1900. Reinhard Wolf first played 
in the Philharmonic as a tempo¬ 
rary player for the 1925/6 season; 
and in 1927 he was taken on as a 
permanent member. He remained 
a leading light of the viola section, 
with the title of soloist, until the 
end of the war, when he left the 
orchestra. Wolf was also a viola 
d’amore virtuoso and during the 
1930s he had an early music 
ensemble with two of Germany’s 
leading musicians, the organist and 
harpsichordist Gunther Ramin and 
the cellist and gambist Paul Griim- 
mer. So even if he did not have a 
high solo profile - he never played 
a concerto with the BPO - Wolf 
worked consistently at the top level. 
He died in Hamburg on 11 April 
1975. Reinhard Wolf made one 
solo disc with his brother, from 
which we have selected his 
arrangement (based on the com¬ 
poser’s own version for cello) of 
a movement from Beethoven’s 
Horn Sonata. It is a fine example 
of the evolving German viola style 
- Wolf being one of the links 
between players of the older school 
like Karl Reitz (see Volume One) 

and the truly modern German vio¬ 
lists like Georg Schmid, Ulrich Koch 
and Wolfram Christ. 
Among the best products of the 
Prague school of viola was Oskar 
Kromer who, like his slightly 
younger colleague and namesake 
Oskar Riedl of the Koeckert Quar¬ 
tet, came from the German part of 
Bohemia - he was born at Stein- 
schonau in the Sudetenland on 17 
July 1904. His father, a glass 
engraver, had a small orchestra 
and gave him his first lessons - by 
the age of six, Oskar was sitting 
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among the violins in the Kromer 
ensemble. He also sang alto in the 
church choir and was soon taking 
solos. At 14 he entered the Prague 
Conservatory, where his violin and 
viola tutor was Willibald Schwey- 
da (later to lead the Prague Quar¬ 
tet and then to become a well- 
known teacher in the United States). 
Kromer also studied composition 
and came under the influence of 
the Dutch cellist Maurits Frank (of 
the short-lived but influential 
Novak-Frank Quartet and later of 
the Amar Quartet), who coached 
him in chamber music. He attend¬ 
ed further chamber music courses 
in Salzburg, where the artistry of 
Henri Marteau made a deep impres¬ 
sion on him. In 1924 and 1925 he 
was concertmaster of the Pupp 
Orchestra in Karlsbad; and there 
he met the wealthy amateur clar¬ 
inettist Werner Reinhart - friend of 
Rilke and many composers and a 
leading light in Winterthur musi¬ 
cal circles - who persuaded him 
to move to the Swiss city in 1926 as 
a violist in the orchestra. When the 
Winterthur City Orchestra was reor¬ 
ganised in 1928 under Herman 

Scherchen, Kromer became prin¬ 
cipal viola; and the new concert- 
master Joachim Rontgen immedi¬ 
ately formed a quartet, with Ernst 
Wolters, Kromer and Antonio Tusa. 
The Winterthur Quartet became 
known -as one of the finest in 
Switzerland (from 1939 Peter Rybar 
was the leader and Clemens Dahin- 
den the second fiddle); and because 
Wolters was often busy with con¬ 
ducting duties, the other three 
sometimes functioned as a string 
trio. In addition to his orchestral, 
chamber music and solo work, 
Kromer taught violin and viola at 
the Music School from 1930; from 
1941 he added conducting to his 
activities; and when Ernst Wolters 
died in 1945, he took over as res¬ 
ident conductor of the Musikkol- 
legium. In his spare time he enjoyed 
billiards, card games and tennis. 
As early as 1932, however, he had 
suffered the first symptoms of the 
illness which was to kill him. In 
spite of devoted care from the wife 
he had married in 1936, his con¬ 
dition deteriorated in the late 1940s 
and on 11 August 1949 he died in 
Glarus General Hospital. In his 
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comparatively short career he had 
made a considerable contribution 
to Swiss music. Kromer was the first 
to record the Telemann Viola Con¬ 
certo (with Dahinden and the Win¬ 
terthur Orchestra) and he made a 
number of records with the quar¬ 
tet. Our example is one of a wartime 
series that the German lieder singer 
Ria Ginster made in Switzerland 
(where she had settled in 1938) with 
the pianist Paul Baumgartner. To 
accommodate Ginster’s light sopra¬ 
no, this Brahms song is transposed 
up a minor third, which detracts 
somewhat from Kromer’s viola 
obbligato; nevertheless it is a love¬ 
ly performance and gives a good 
idea of his profundity as a musi¬ 
cian. 
It was on the violin that William 
Primrose, the greatest violist of 
the century, made his early repu¬ 
tation. Coming across mentions of 
his fiddle playing in periodicals of 
the 1920s, it is intriguing to realise 
that if his career had taken a dif¬ 
ferent turn, he would now be 
remembered as the successor of 
Albert Sammons rather than Lionel 
Tertis. He was born on 23 August 

1904 in Glasgow, the son of John 
Primrose, an orchestral violinist 
and violist and connoisseur of 
string playing and instruments - 
William used his father’s 1735 Nic- 
colo Gagliano violin in his early 
career. There was music on his 
mother’s side of the family, too: 
her brother Samuel Whiteside was 
a distinguished Glaswegian vio¬ 
linist who played several other 
instruments, but sadly he was 
drowned when Bill was still very 
young. The lad began violin 
lessons at four with Camillo Rit- 
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ter, a pupil of Joachim and Sevcik, 
and would have gone on to study 
with the latter, had it not been for 
World War I. He was playing in 
public at 12 and, with Sir Landon 
Ronald’s help, was at the Guildhall 
School in London by the age of 15. 
He studied there with Max Mossel 
and made his Queen’s Hall debut 
with Ronald conducting in June 
1923, playing Lalo’s Symphonie 
Espagnole and Elgar’s Concerto on 
the borrowed ‘Betts’ Strad. But he 
gained most from Ysaye, with 
whom he spent several summers 
from 1926. It was the Belgian mas¬ 
ter who suggested that he might 
turn to the viola. Had Ysaye heard 
something alto-ish in the young 
man’s tone, or was he hoping to 
revive his quartet with Primrose as 
its violist? Primrose himself was 
never quite sure; but in 1928 he 
played Mozart’s Sinfonia Concer- 
tante in Paris with Lionel Tertis and 
this was the crucial event in his 
career - though he subsequently 
tended to skate over the Tertis con¬ 
nection, perhaps because of their 
basic disagreements on the vexed 
questions of viola tone and vibra¬ 

to, as well as the ideal size of the 
instrument. Primrose had always 
had a soft spot for the viola but 
Tertis’s huge, warm tone showed 
him the instrument’s real possi¬ 
bilities. By 1930 he was playing 
the viola in the London Quartet 
and by 1935 he was making viola 
recordings. He joined Toscanini’s 
NBC Symphony Orchestra in New 
York as co-principal viola in 1937 
and went solo in 1941, touring 
with the lyric tenor Richard Crooks. 
For a few years he organised the 
Primrose Quartet (with Oscar 
Shumsky, Joseph Gingold and 
Harvey Shapiro). He had a long 
collaboration with Jascha Heifetz; 
and during the late 1950s and 
early 1960s he took part in the 
magnificent Festival Quartet (with 
Szymon Goldberg, Nikolai Grau- 
dan and the pianist Victor Babin). 
Among the works he inspired or 
commissioned were Britten’s 
Lachrymae and the Bartok, Rub¬ 
bra, Fricker and Milhaud (Second) 
Concertos. In private life he 
enjoyed billiards, cricket and swim¬ 
ming. After a long illness, he died 
in Provo, Utah, on 1 May 1982. 
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Primrose was briefly associated 
with the Juilliard School in the mid- 
1950s and taught a good deal in 
his last years, when his health and 
hearing were impaired: he was 
associated with UCLA in Califor¬ 
nia, Indiana University and sever¬ 
al Japanese institutions; and he left 
a fair amount of teaching materi¬ 
al, the most accessible being Play¬ 
ing the Viola (1988) and the Yehu¬ 
di Menuhin Music Guide to the Vio¬ 
lin and Viola (1976). Primrose’s 
career fell into three periods, cor¬ 
responding with his choice of 
instrument: the violin phase; the 
first viola phase, lasting until just 
after World War II, in which he 
played his father’s Brothers Amati; 
and the second viola phase, when 
he switched to an Andrea Guameri 
(alternating it with a modern 
William Moennig viola) and was 
unduly influenced by Heifetz. In 
the first viola phase, represented 
here, he produced a warmer, deep¬ 
er, tenor-ish tone. Later he tended 
to concentrate on dexterity; his 
playing remained colourful but his 
vibrato, always on the fast side for 
a violist, seemed more intense than 

ever and the tone more alto than 
tenor. Hence the divergence with 
Tertis, who favoured a deep tenor 
tone and a wide, Kreisler-influ- 
enced vibrato. Our examples illus¬ 
trate the various aspects of Prim¬ 
rose’s playing. The Novacek piece, 
though in poor sound, displays 
his magnificent articulation in a 
piece he never recorded com¬ 
mercially; the Boccherini (actual¬ 
ly the second and first movements 
respectively of a three-movement 
cello sonata) demonstrates his all¬ 
round musicality; the Tchaikovsky 
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transcription shows his singing 
tone and the Paganini Caprices 
(with a few amendments such as 
the omission of No. 5’s opening 
scalar flourishes) are staggering 
examples of his virtuosity. 
If Primrose was in some ways the 
antithesis of Tertis, our next two 
British violists - Winifred Cop- 
perwheat and Sydney Erring- 
ton - were very much Tertis dis¬ 
ciples. Winifred May Copperwheat 
was bom in London on 10 October 
1905 and began to learn the vio¬ 
lin at nine, taking up the viola in 

addition at 15. At 16 she won a 
violin scholarship to the Royal 
Academy of Music, where her 
teacher was Spencer Dyke; but the 
principal Sir John McEwen noted 
her aptitude for the viola and 
encouraged her to take it up full¬ 
time. It was then that she came 
into the orbit of Tertis, to whose 
methods she was to remain devot¬ 
ed - though she was also to have 
some lessons from D.C. Dounis. 
In 1927/8, while still at the RAM, 
she took part in performances of 
all 83 Haydn string quartets with 
an all-female ensemble coached 
by Tertis; but on graduating she at 
first opted for an orchestral career, 
joining the Queen’s Hall Orches¬ 
tra and moving to the BBC Sym¬ 
phony Orchestra on its formation 
in July 1930 as a member of 
Bernard Shore’s section. She 
remained with the orchestra until 
1938, playing under such con¬ 
ductors as Boult, Walter, Kousse- 
vitzky and Toscanini. She then 
began a solo career which was 
abruptly curtailed by the outbreak 
of war. In 1940 she became a pro¬ 
fessor at the RAM and from then 
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on she combined teaching with 
playing. She was a frequent broad¬ 
caster and played in two all-female 
chamber groups, Kathleen Wash- 
bourne’s string trio and (from its 
foundation in 1942) Olive Zorian’s 
quartet. The latter group was close¬ 
ly connected with both Michael 
Tippett and Benjamin Britten; and 
Copperwheat took part in the pre¬ 
mieres and pioneering recordings 
of the second quartets by both men. 
She played music by many other 
British composers: Bax, Berkeley, 
Bowen, Dale, Delius, Elgar (the 
Cello Concerto in Tertis’ arrange¬ 
ment), Rubbra, Vaughan Williams, 
Walton and Walthew. She gave the 
first Promenade Concert perfor¬ 
mance of Theodore Holland’s tone 
poem Ellingham Marshes and pre¬ 
miered pieces by Priaulx Rainier, 
Frank Stiles and Roy Slack. Her 
more international repertoire took 
in Mozart’s Sinfonia Concertante 
(which she played in scordatura 
and in which Eda Kersey and Olive 
Zorian were among her partners); 
Michael Haydn’s Double Concer¬ 
to; the Telemann and Handel- 
Casadesus Concertos; Harold in 

Italy, and Bloch’s Suite. In 1950 
the RAM made her a Fellow. She 
also taught at the Watford School 
of Music and published a First Year 
Viola Method in I960. She retired 
due to illness in 1963 and died at 
her Ealing home on 23 February 
1976. ‘Winnie’ Copperwheat was 
a tiny woman, 4ft 11 in tall, who 
wore size 3 shoes; yet as her niece 
Elizabeth Copperwheat pointed 
out, ‘her fingers were slim but 
widely spaced and the end of each 
was shaped like a drumstick’. 
Hence she could handle some very 
large instruments with amazing 
facility: broadcast recordings (not 
in good enough sound to be repro¬ 
duced here) show that she could 
play the well-known Graziolo 
sonata and the Marais dances as 
dazzlingly as any player before or 
since, with superb rhythm and 
articulation. She owned two Ter¬ 
tis Models by Arthur Richardson, 
who later also made her a version 
with more sloping shoulders and 
a deeper back, and she had a small¬ 
er German viola with a body length 
of 15in. With the Washboume Trio 
she recorded Webern’s String Trio 
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and with the Zorian Quartet, apart 
from works already mentioned, 
she made two exceptional record¬ 
ings with Britten: Purcell’s Fanta¬ 
sy on One Note with him playing 
the one note (his only viola record) 
and Vaughan Williams’ On Wen- 
lock Edge with him at the piano 
and Peter Pears singing. Our exam¬ 
ples, from the Copperwheat fam¬ 
ily’s own collection, are three move¬ 
ments of the Vaughan Williams 
Suite (the identities of the orches¬ 
tra and conductor are not known). 
Though the sound is not exactly 
high fidelity, the lustrous playing 
speaks for itself. 
In many ways Max Rostal has been 
the successor to his old master Carl 
Flesch, as a teacher and a solid, 
serious soloist. Born in Teschen, 
Silesia, on 7 August 1905, he was 
playing in public at six; he studied 
with Arnold Rose in Vienna and 
(from 1921) with Flesch at the Berlin 
Hochschule, also having compo¬ 
sition lessons with Emil Bohnke 
and, after the latter’s untimely death, 
with Matyas Seiber. He won the 
Mendelssohn Prize in 1925, led the 
Oslo Philharmonic, became Flesch’s 

assistant in 1928 and three years 
later succeeded Josef Wolfsthal 
(who had died aged 31) as pro¬ 
fessor, but left Berlin in 1934 and 
settled in London. In time he gave 
up his Austrian nationality and 
became British. From 1943 to 1948 
he taught at the Guildhall School 
of Music; and during the war, he 
gave many recitals for the Allied 
armed forces and British audiences. 
His pupils included Yfrah Neaman 
and three members of the Amadeus 
Quartet (later he taught Edith 
Peinemann). He introduced British 
concertgoers to the Khachaturyan 
and Bartok Violin Concertos; he 
formed duos with Franz Osborne, 
Noel Mewton Wood and (from 
1954) Colin Horsley. He performed 
the Bax and Moeran Concertos, 
also the Elgar and Delius Sonatas. 
Alan Bush, Benjamin Frankel. 
Robin Orr, Sir Lennox Berkeley, 
Franz Reizenstein and Seiber wrote 
works for him. From 1957 he 
taught at the Cologne Hochschule 
(where he organised a trio with 
Heinz Schroter and Siegfried Palm) 
and in 1958 he settled in Berne as 
professor at the Conservatoire. In 
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1974 he helped to establish the 
European String Teachers’ Associ¬ 
ation and in 1977 he was made a 
CBE. He died in Berne on 6 August 
1991. Rostal played the viola a good 
deal and even made one com¬ 
mercial recording on it, Don 
Quixote with Paul Tortelier and the 
Dresden Staatskapelle under Rudolf 
Kempe. His instrument was a 
Giuseppe Guadagnini. Whereas 
his violin records provide a mixed 
experience - many of them being 
pedantic and pernickety in the 
extreme - his surviving viola tapes 
are uniformly excellent: a live 
recording of the Bartok Concerto 
has become legendary. To hear 
him interpret his own transcription 
of Biber’s Passacaglia is both 
instructive and involving. 
In the days when the North of Eng¬ 
land was a musical universe unto 
itself, Sydney Errington was 
known as ‘the Tertis of the North.’ 
He was born in Leeds on 3 Sep¬ 
tember 1905, lived there all his life 
and died there on 23 October 1980; 
yet much of his career was spent on 
the other side of the Pennines, in 
Manchester, as a leading member 

of the Halle Orchestra in the years 
when it was one of Britain’s best. 
Towards the end of his life he cal¬ 
culated he had driven some 800,000 
miles in the cause of music. He 
was educated at Leeds Central High 
School, where he played in a trio, 
and made his first public appear¬ 
ance in April 1916 as a violinist; 
but by 1919 he was already play¬ 
ing the viola as well as the violin. 
His chief mentors were the vio¬ 
linist and conductor Alfred Barker 
(with whom he later played 
Mozart’s Sinfonia Concertante) 
and the cellist and chamber musi- 
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cian Carl Fuchs. In 1925, the year 
he began broadcasting for the BBC, 
he was given his first profession¬ 
al orchestral engagement by his 
future father-in-law Edward Maude, 
in whose Deira Quartet he played 
- other quartets graced by Erring- 
ton over the years were the O’Mal¬ 
ley, Hirsch, Yorkshire, English, 
Holst and Turner. He played cham¬ 
ber music with Egon Petri, Myra 
Hess and Harriet Cohen and, as a 
member of the English Quartet, 
performed Brahms’ Piano Quintet 
with Artur Schnabel in 1933- By 
then he had been a member of the 
Halle Orchestra for five years. In 
1934 he began studies with Lionel 
Tertis, travelling down to Surrey 
for lessons which might last up to 
three hours and include afternoon 
tea and an evening meal. Though 
he had a fine Jacob Rayman viola 
for solo work. Errington was an 
early champion of the Tertis Model 
and used one in the orchestra from 
1943. That year the Halle was 
thrown into chaos by the early 
death of its chief-conductor-to-be 
Leslie Heward and the loss of many 
players to the armed forces. Erring¬ 

ton was a pillar of strength to John 
Barbirolli, who was summoned 
from New York to rebuild the 
orchestra, and the two became firm 
friends, later playing together in 
the ensemble convened yearly for 
the King’s Lynn Festival. Many tales 
are told of their relationship in both 
orchestra and chamber group - in 
a Haydn quartet rehearsal, Erring¬ 
ton was heard to mutter: ‘You’d 
think a world-famous conductor 
would be able to count up to two, 
wouldn’t you.’ He was made prin¬ 
cipal viola in 1953 and gave a num¬ 
ber of solo performances with the 
Halle, notably Harold in Italy and 
the Handel Concerto arranged by 
Barbirolli. In a long career, other 
works he championed were W.H. 
Reed’s Rhapsody, Delius’ Second 
Sonata (in Tertis’ arrangement), 
Walthew’s Serenade Sonata, Bax’s 
Sonata and Vaughan Williams’ Suite 
and Flos Campi. He was the first 
to play important works by Hin¬ 
demith in the North and he intro¬ 
duced his audiences to the Han- 
del-Casadesus and Stamitz Con¬ 
certos. He also taught with some 
success. He retired from the Halle 
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in 1970 with heart trouble but was 
not forgotten - just before he died, 
the orchestra’s leader Martin Milner 
visited him to play him unaccom¬ 
panied Bach. ‘We all loved Syd¬ 
ney,’ said his successor John 
Adams. ‘He was a lovely man and 
a wonderful viola player.’ To illus¬ 
trate Errington’s playing, we have 
a performance of the well-known 
G minor Sonata by Henry Eccles. 
It was a favourite of his and he 
sometimes played it with organ¬ 
ists like Sir Henry Bairstow. His 
partner here, (Alfred) Melville Cook 
(1912-1993), was renowned as an 
organist and choirmaster - at Leeds 
Parish Church, Hereford Cathedral 
and Toronto Metropolitan Church 
- but most enjoyed playing the 
piano. 
During his early years in Leeds, he 
and Errington gave regular recitals 
and it is fortunate that this acetate 
of a wartime broadcast survived. 
It documents a sturdy but sensi¬ 
tive interpretation from Errington, 
typical of the best of the Tertis 
school, and the rapport between 
the players is palpable. 
The Prague and Brno schools of 

string playing have developed 
along rather different lines in the 
20th century, the Bohemians 
favouring a more refined style while 
the Moravians - due partly to the 
earthy influence of Leos Janacek 
- have evolved a more vigorous 
method. Yet there has been a cer¬ 
tain amount of interchange 
between the two cities, and 
Antonin Hyksa (1905-1971) is a 
good example. He specialised in 
the violin quite late in life, having 
intended to be a teacher. He stud¬ 
ied part-time with Jindrich Feld, 
Karel Hoffman (of the Bohemian 
Quartet) and Jaroslav Kocian, and 
only in 1932 did he take up the 
viola, at the instigation of Rudolf 
Reissig, playing in both the Herold 
Quartet and the Czech Piano Quar¬ 
tet. Hyksa taught in Prague after 
World War II and went to Brno in 
1948, playing in the Moravian Quar¬ 
tet from that year until its dissolu¬ 
tion in 1959. A successful teacher, 
at the Academy of Music and then 
at the Janacek Academy, he had 
three books of viola exercises pub¬ 
lished by Supraphon. Hyksa is 
remembered for the musicality and 

26 

warmth of his interpretations; as a 
soloist he inspired some 30 viola 
works by Czech composers. Among 
his recordings are Borkovec’s solo 
Sonata and Ostrcil’s autobio¬ 
graphical Sonatina for viola, violin 
and piano, in which the viola has 
the leading role. We have chosen 
two short pieces by Miroslav Kre- 
jci, in which Hyksa is partnered by 
the distinguished chamber music 
pianist Josef Hala. Though the vio¬ 
list is audibly nearing the end of 
his career, his warmth and musi¬ 
cality triumph over any slight 
unsteadiness. 
Beginning as a child prodigy vio¬ 
linist, William Lincer progressed 
to being one of America’s finest 
violists, in both orchestras and 
chamber groups, and a revered 
teacher - a role he is still fulfilling. 
He was bom in Brooklyn on 6 April 
1907 and began violin lessons at 
five, progressing so quickly that he 
gave his first recital two years later 
at the Aeolian Hall. During his teens 
he suffered a hand injury that was 
so severe, his doctors all told him 
he would never play again. He 
refused to accept this verdict and 

evolved his own programme of 
exercises, eventually curing him¬ 
self completely; no doubt this injury 
contributed, however, to his chang¬ 
ing over to the viola. At the Insti¬ 
tute of Musical Art his tutors were 
Leopold Lichtenberg, Samuel Gard¬ 
ner and Erica Morini. On gradua¬ 
tion, he formed his own quartet 
and in due course became con¬ 
ductor of the Nassau String Orches¬ 
tra; but in 1935 he took over from 
Paul Robyn in the Gordon Quar¬ 
tet, staying for seven years and 
winning the Elizabeth Sprague 
Coolidge Medal in 1938. In 1942 
Lincer was made principal viola of 
the Cleveland Orchestra and a year 
later, he succeeded Zoltan Kurthy 
as principal of the New York Phil¬ 
harmonic-Symphony. He remained 
in this position until his retirement 
in 1972, making 57 solo appear¬ 
ances with the orchestra - includ¬ 
ing U.S. or world premieres of 
works by Bloch, Hovhaness, Klen- 
ner, Rivier and Starer. Meanwhile 
in 1953 he played a major role in 
the Casals Festival at Prades and 
unearthed the incomplete score of 
Mozart’s Sinfonia Concertante for 
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violin, viola and cello, eventually 
premiering it with the NYPO in 
1955. He considered Tertis ‘the 
father of contemporary viola play¬ 
ing’ and was overjoyed to meet 
him. ‘Tertis came to hear me when 
I was in London,’ he said. ‘He was 
a darling human being.’ Lincer has 
a passion for books, reflected in 
his own extensive library, and has 
always been interested in educa¬ 
tion - early in his career he toured 
the Far East, lecturing on the history 
of music. Though he has been 
teaching the viola since 1927, he 
did not become attached to an insti¬ 
tution until I960, when he joined 
the faculty of the Manhattan School 
of Music. In 1969 he moved to the 
Juilliard School as professor of viola 
and chamber music, a position he 
retains. He is also an adjunct pro¬ 
fessor at Queens College and New 
York University. For several sum¬ 
mers he was the first artist-teacher 
of viola at the AFM National Con¬ 
gress of Strings. Lincer’s teaching, 
based on the study of physiology 
which began with his own youth¬ 
ful injury, has had enormous suc¬ 
cess and has been written up in a 

PhD thesis by one of his students, 
John Jake Kella. ‘What Lincer 
developed was a concept of viola 
pedagogy that helps students 
achieve both technical command 
and emotional expression in instru¬ 
mental performance,’ wrote his 
assistant Amedee Daryl Williams. 
‘His programme is centred around 
breathing and relaxation studies; 
body-movement and muscle-action 
studies; and concentration and 
visualisation studies. His goal is 
to bring students to a synthesis of 
all eight studies . . .’ Lincer’s 80th 
birthday in 1987 was the occasion 
for a get-together of former pupils 
from all over America. Today he 
divides his time between New 
York and his country home in 
North Carolina. His violas have 
included one constructed by 
Andrea Amati in 1550 for Charles 
IX of France, a Grancino, and a 
Vuillaume copy of the ex-Pagani¬ 
ni Strad. Considering his eminence, 
Lincer has made few records, but 
there is an outstanding Harold in 
Italy with Bernstein conducting. 
Our example finds him in full flight 
in the finale of a jewel of the reper¬ 
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toire, partnered by the leader of 
the NYPSO, John Corigliano (father 
of the eponymous composer), and 
ably accompanied by his own 
orchestra under Bruno Walter. Quite 
apart from its technical and musi¬ 
cal merit, the performance of 
Mozart’s Rondo is of unusual inter¬ 
est in that the soloists play a caden¬ 
za, a practice which has fallen out 
of use in this particular movement. 
The English violist Herbert 
Downes was principal of the Phil- 
harmonia Orchestra during its best 
era, from 1945 to 1974; but ‘Bert’ 
Downes, now in his 80s, is also 
remembered as ‘that splendid 
soloist’, in Lionel Tertis’ words, and 
as a member of the Philharmonia 
Quartet. He was born in Walsall, 
Staffordshire, on 15 July 1909 into 
a family with 11 children and not 
much money to go round from his 
father’s leather and boot business. 
A childhood bout of polio meant 
he was in and out of hospital and 
did not start school until he was 
seven, though the caliper on his 
bad leg did not prevent his having 
a reasonably active childhood. He 
was left with a limp, so it was lucky 

that he could earn his living sitting 
down most of the time. ‘When 
shoulder rests came in, I could grip 
a bit better, because my left side 
was weak.’ At ten he started play¬ 
ing the violin in school and at 12 
went to Arthur Hytch, a pupil of 
Hans Wessely, who also taught 
him fly-fishing and made him 
aware of the viola’s charms by ask¬ 
ing him to play it in the Hytch 
Quartet. Though Downes was later 
to study with Paul Beard and Carl 
Flesch, he owed his sound ground¬ 
ing to Hytch. ‘When I was 15 or 
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16,1 started playing in the picture 
houses and I played in a cafe all 
Saturday.’ He also got into the 
Lozells Orchestra, which gave reg¬ 
ular broadcasts. At 18 he was a 
violinist in the City of Birmingham 
Orchestra, which worked only part- 
time (eventually the musicians also 
turned out for the BBC Midland 
Orchestra). He played chamber 
music with Beard, the CBO’s 
leader, and the principal cellist 
Johann Hock. By 1931 he was vio¬ 
list in the Holst Quartet and during 
the summers he played at Scar¬ 
borough. ‘In the morning we 
would do symphonies and bits and 
pieces, and in the evening pop 
programmes.’ From 1935 Downes 
led his own quartet, while con¬ 
tinuing in the orchestra, and he 
studied scores with Birmingham’s 
maestro Leslie Heward, a profound 
interpreter who was declining 
through the combined assaults of 
TB and alcohol. ‘He would have 
been a world-class conductor. He 
was a genius. I learnt more from 
Heward and the quartet playing 
than from any teaching.’ Downes 
put his studies with Heward to 

good use with the semi-amateur 
orchestra he conducted in Walsall 
in the 1930s. He was unfit for war 
service, though he worked as an 
ARP warden. In Birmingham in 
1940 he gave a Beethoven Sonata 
cycle with Wilfred Ridgeway and 
premiered Ireland’s Piano Trio, 
with Harry Stanier and Tom Brom¬ 
ley, in the composer’s presence. 
That year he moved to the BBC 
Scottish Orchestra, where he 
formed a quartet and was leader- 
in-waiting; but he was called to 
the Liverpool Philharmonic, then 
Britain’s best orchestra, as princi¬ 
pal viola. He borrowed a French 
viola, bought a Tubbs bow for £3 
and moved, attracted by the 
prospect of working with the cel¬ 
list Anthony Pini in the Philhar¬ 
monic’s quartet. ‘I modelled my 
sound on his. When I first heard 
him play, I thought: That’s the 
sound I want!’ The Pini connec¬ 
tion led to his taking the viola chair 
in the Philharmonia Quartet, from 
which Walter Legge developed 
the orchestra of that name. Henry 
Holst was the leader and when 
Downes and his brother-in-law 
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Ernest Element took over the inner 
parts, Jacques Thibaud was heard 
to say he ‘would be proud to play 
in a quartet of that calibre’. In 1944 
the quartet played Beethoven cycles 
in Liverpool and Birmingham. Ele¬ 
ment, Downes and Pini went into 
the new orchestra as principals on 
its formation in 1945; but Holst had 
second thoughts and in 1949 
returned to his native Denmark. 
The quartet continued until 1952 
with other leaders, such as Manoug 
Parikian, but its best years were the 
1940s - it premiered Walton’s Quar¬ 
tet at the 1947 Prague Spring Fes¬ 
tival. Downes occasionally gave 
recitals - one in 1952 with Noel 
Mewton Wood featured Arthur Ben¬ 
jamin’s Sonata, the Bach Chaconne 
and the British premiere of Hin¬ 
demith’s 1939 Sonata. Among his 
other recital fare was Iain Hamil¬ 
ton’s Sonata. ‘I gave the first per¬ 
formance of the Bartok Concerto 
in England, after Primrose’s option 
lapsed,’ he said. ‘I played 16 con¬ 
certos at one stage.’ The Peter 
Racine Flicker he presented in nine 
cities, including Basle and Gene¬ 
va; and the Benjamin Frankel, of 

which he was the dedicatee, he 
premiered at the Cheltenham Fes¬ 
tival. The Walton was a staple, as 
were the Rivier, the Rubbra, the 
Frangaix Concertino and Hin¬ 
demith’s Konzertmusik and Kam- 
mermusik No. 5. Downes pre¬ 
miered Dorothea Franci’s Rhap¬ 
sody,, which won the Tertis Prize; 
and he was several times a soloist 
at the Proms. Among his partners 
in Mozart’s Sinfonia Concertante 
were Grumiaux, Holst and Parikian; 
he was Sancho Panza to the Don 
Quixotes of Fournier, Navarra, 
Tortelier, Pini and Du Pre. Since 
retiring from the Philharmonia, he 
has lived in Devonshire. He has 
always collected violas: he started 
in the Philharmonia with a Richard¬ 
son Tertis Model; then he had a 
Francesco Goffriller, then a ‘very 
fine’ Rivolta, then a magnificent 
1560 Gasparo da Said. He also 
owned a Barach Norman; and Peter 
Lamb made him two violas ‘as good 
as any modern instrument.’ His 
records include several with the 
Philharmonia Quartet, notably the 
Mozart Clarinet Quintet with Regi¬ 
nald Kell; Herbert Howells’ Elegy 
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conducted by Boult; two sets of 
Brahms’ Op. 91 songs, with Kirsten 
Flagstad/Gerald Moore and Christa 
Ludwig/Geoffrey Parsons; and 
many unattributed orchestral solos, 
like his sensitive performance of 
the folksong The Captain’s Appren¬ 
tice in Vaughan Williams’ Norfolk 
Rhapsody, with Boult. 
In the early 1960s, with Leonard 
Cassini, Downes made recordings 
of the two Brahms sonatas, the Bax 
and the Bliss, for the Delta label. 
Our example, one of a number of 
short pieces he taped for EMI, is 
by Vaughan Williams, a Downes 
arrangement of the Fantasy on 
Greensleeves. It is among the most 
beautiful viola solos ever record¬ 
ed and is enhanced by the accom¬ 
paniment of that Welsh wizard of 
the harp, Osian Ellis. 
Few musicians have been as lucky 
in their teachers as Blanche Honeg¬ 
ger. This delightful Swiss-Ameri- 
can violinist and violist studied with 
Adolf Busch and George Enescu - 
great violinists who liked playing 
the viola; indeed Busch gave 
numerous concerts on the instru¬ 
ment. Honegger (no relation to the 

composer Arthur) was born in 
Geneva on 23 September 1909 
into a music-loving family; her 
elder brother Henri became a dis¬ 
tinguished cellist. Adolf Busch was 
a family friend and her first hear¬ 
ing of him in concert, when she 
was 11, was a spur to her own 
studies - ‘I was so inspired, I 
worked 12 or 14 hours a day with 
my violin.’ Soon she became 
Busch’s pupil, taking lessons with 
him when he came to Geneva. 
More regular tuition took place at 
the Geneva Conservatoire, and in 
1928 she made her debut in her 
home city. Then came studies with 
Enescu in Paris, and she had her 
own quartet for a time. In 1933 
she was asked by the French 
flautist Marcel Moyse and his son 
Louis to join them in a trio - Louis, 
best known as a flautist, was also 
a superb pianist and played that 
instrument in the Moyse Trio. In 
1935 all three, along with Henri 
Honegger, became founder mem¬ 
bers of Adolf Busch’s conductor¬ 
less orchestra the Busch Chamber 
Players, in which Blanche Honeg¬ 
ger played violin and viola - as 
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she did on the trio’s tours. ‘ I played 
both in every concert,’ she recalled. 
‘I loved the viola. With the trio I 
played a lot of transcriptions from 
the cello: the Weber Trio, the 
Beethoven Clarinet Trio. Every¬ 
body asked me at every concept 
about my viola - it was a beauti¬ 
ful one, made for me by Pierre 
Vidoudez in Geneva. It was his first 
viola - he was known for his bows.’ 
Curiously, she never actually stud¬ 
ied the viola. ‘If you can play the 
violin you don’t have any difficul¬ 
ty playing the viola,’ she said. The 
Moyse Trio persuaded such men 
as Martinu, Durufle, Milhaud and 
Arthur Honegger to write for them; 
and Martinu composed his Con¬ 
certo for flute, violin and chamber 
orchestra for Marcel Moyse and 
Blanche Honegger, who played it 
in London, Paris and Geneva. In 
1939 Blanche married Louis Moyse 
and, though they later divorced, 
she kept the name Honegger- 
Moyse. The Moyse family lay low 
in Marcel’s native Jura region dur¬ 
ing the Second World War, refus¬ 
ing to have anything to do with 
the Vichy Government. As a result, 

Marcel did not feel welcome in 
Paris after the Liberation and, after 
a successful tour of South Ameri¬ 
ca, the family decided to emigrate 
to Argentina. The experiment was 
a disaster, but in 1949 Adolf Busch, 
who had settled in Vermont in the 
United States, arranged for them 
to move to the same area. This 
conjunction resulted in the found¬ 
ing of the Marlboro School of Music 
- and in Honegger's taking more 
lessons from Busch. She played a 
major role in the early years of 
what, after Busch’s death, became 
the Marlboro Festival, and she con¬ 
tinued her career in the United 
States and Europe. Today she lives 
in retirement in Vermont. Her viola 
records include the Suite for two 
flutes and viola that her husband 
Louis wrote for the family to per¬ 
form. Of our example, a duet by 
Franz Christoph Neubauer with 
Marcel Moyse, she said: “I remem¬ 
ber having great pleasure playing 
that.’ And the enjoyment of both 
artists is certainly communicated 
in a lovely performance. 
When William Primrose first visit¬ 
ed Japan, he found that his fellow 
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Scot Watson Forbes was better 
known there than he was. The rea¬ 
son was that Forbes, an eminent 
violist for more than four decades, 
was also a prolific arranger whose 
transcriptions were played by all 
the viola students. He was born on 
16 November 1909 in St Andrews, 
the home of golf. ‘My father played 
the fiddle - Scottish country music, 
Edward German’s Henry VIII 
Dances, that kind of thing.’ Wat¬ 
son started the violin at five with 

his father, then went to a lady who 
played in the local cinema orches¬ 
tra; her husband taught him the 
rudiments of theory. Five years 
later he started going to Dundee 
for lessons in violin (with H. Everett 
Loothby) and piano, and at 16 he 
was packed off to the Royal Acad¬ 
emy of Music in London. His vio¬ 
lin teacher there was Editha Knock¬ 
er but he also had tuition from the 
violist Raymond Jeremy and the 
violinist Marjorie Hayward. He was 
second fiddle in a quartet led by 
Carl Taylor, until the violist left 
and could not be replaced. ‘I was 
persuaded to take a viola home 
during the summer holidays, to 
see how I got on with it. Then I 
played it in a concert at the Acad¬ 
emy and had quite a success, more 
than I had with the violin ... He 
auditioned for the old Royal Phil¬ 
harmonic Orchestra on the violin 
but mentioned that he played the 
viola. The upshot was a gig at 
Queen’s Hall and soon he was a 
specialist violist. In the summer of 
1930 Forbes went to Pisek, Czecho¬ 
slovakia, to study with Sevcik. 
‘From him I learnt how to practise 
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and how to tackle difficult pas¬ 
sages. His idea was that there was 
no difficulty in getting from one 
note to another ... so he had me 
practising one note with the next 
note, then the next note with the 
next note, then one-two-three-four, 
then one-two-three-four-five and 
so on, until I was playing things I 
would never have dreamed of mas¬ 
tering.’ He also worked with the 
violinist Albert Sammons. ‘He taught 
me really how to perform, and how 
to put music across to an audience.’ 
Forbes started out professionally 
in the Schuller Quartet, but by 1932 
Carl Taylor was second violin in 
the Stratton Quartet, led by George 
of that ilk. ‘The quartet was found¬ 
ed in 1928, but the viola died of 
TB and his successor died shortly 
after, also of TB. I was recom¬ 
mended and I thought I would have 
a short life but a merry one, but I 
lasted 32 years.’ Sir Edward Elgar 
chose the quartet to make the first 
recording of his Piano Quintet in 
1933, with Harriet Cohen. A week 
after the sessions, Elgar had a major 
operation and as he declined, the 
recording became a solace for him; 

so HMV had the Strattons record 
the String Quartet as a Christmas 
present for the dying composer. 
(Forbes was also heard in the first 
stereo recordings of the Quartet 
and Quintet, released in 1963 with 
Leonard Cassini). 
Through the 1930s, the Stratton 
Quartet was Forbes’ bread-and- 
butter occupation. At the outset of 
the war he was joint principal in 
the LSO but from 1940 he played 
in the RAF Orchestra, which 
embraced numerous small groups 
- Forbes toured in a piano quin¬ 
tet including Denis Matthews, Fred¬ 
erick Grinke and James Whitehead. 
In Myra Hess’s National Gallery 
Concerts he made more appear¬ 
ances than anyone except Gerald 
Moore - at one in 1943 he played 
McEwen’s Sonata. He also found¬ 
ed the London String Trio and Lon¬ 
don Piano Quartet. 
After the war, he returned to 
Czechoslovakia with the string 
quartet - now known as the Aeo¬ 
lian Quartet - for the first Prague 
Spring and continued to be one of 
Britain’s busiest violists. ‘I wasn’t 
really a concerto player, I was a 
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chamber music player,’ he said; 
but apart from Harold in Italy, 
Mozart’s Sinfonia Concertante, 
Telemann’s Concerto and Bach’s 
Sixth Brandenburg, he played con¬ 
certante works by Alwyn, Dodg- 
son and Greenwood; and Tele¬ 
mann’s Suite for viola da gamba 
and strings. 
He made a speciality of Alan Raw- 
sthorne’s Sonata, the manuscript 
of which he found in a second¬ 
hand music shop - the composer 
thought it had been destroyed by 
wartime bombing. From 1954 
Forbes was professor of viola and 
chamber music at the RAM; and 
he wrote typically lucid articles for 
musical publications. In 1964 he 
became the BBC’s head of music 
in Scotland; through the late 1960s 
he was in charge of the Montrose 
Festival; in 1970 he was made an 
honorary doctor of music by Glas¬ 
gow University, and two years later 
he received the Cobbett Memori¬ 
al Prize for services to chamber 
music. After almost eight years at 
the BBC, he retired to Argyllhead, 
where he devoted his time to mak¬ 
ing arrangements - he has had 

innumerable pieces published by 
eight firms. In 1978 he moved to 
Warwickshire, where he and his 
second wife still take a lively inter¬ 
est in music. Both his sons have 
made careers in the profession, 
Sebastian as a composer and 
Rupert as a tenor. The Forbes vio¬ 
las have included a Guidantus and 
a Giambattista Guadagnini that 
had ‘the deep sound I like’; and 
the RAM lent him the ‘Archinto’ 
Strad which he found too soprano 
in quality. He now has violas by 
Luff, England and Irving. ‘I feel 
very strongly that modern instru¬ 
ments can have outstanding qual¬ 
ities, comparable to the great instru¬ 
ments of the past by Amati, 
Guarneri and Stradivari,’ he said. 
‘I don’t scoff at smaller violas, 
which can be very seductive and 
very easy to play -1 specially rec¬ 
ommend them for violinists who 
play the viola.’ All his violas have 
been about 16” in body length. 
‘You ought to have your viola 
made to measure. It’s foolish to 
strain with an enormous instru¬ 
ment.’ Of his two great contem¬ 
poraries, he said: ‘I criticised Ter¬ 
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tis because he always sounded too 
much on the cello side. The viola is 
not a young cello. I like the con¬ 
tralto quality, slightly nasal. Prim¬ 
rose I admired for his technique.’ 
Watson Forbes made many records 
for Decca in the 78rpm era, start¬ 
ing in 1937 with Walthew’s Sonata. 
During the war he waxed the Bliss 
Sonata (with Myers Foggin); his 
own versions of Bach’s Gamba 
Sonatas; Mozart’s Duos (with 
Grinke); Dvorak’s pieces for two 
violins and viola (with Grinke and 
David Martin), and Bax’s Fantasy 
Sonata (with the harpist Maria 
Korchinska). Forbes himself admit¬ 
ted that he had too tight a left hand 
and never mastered a really free 

vibrato; but with that proviso, his 
records are all worth hearing. Our 
selections are two pieces by Percy 
Grainger, the second a folk 
arrangement and the first the Aus¬ 
tralian composer’s tongue-in-cheek 
Arrival Platform Humlet for ‘mid¬ 
dle-fiddle single’ - written in 1908 
for Tertis but huffily rejected by 
him. Grainger’s description reads: 
‘Awaiting the arrival of a belated 
train bringing one’s sweetheart 
from foreign parts: great fun! The 
sort of thing one hums to oneself 
as an accompaniment to one’s 
tramping feet as one happily, excit¬ 
edly, paces up and down the 
arrival platform.’ 

TULLY POTTER 
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THE RECORDED VIOLA - VOLUME II 
CD 1 

1. BERNARD SHORE: Fiocco - Alle¬ 
gro [3’ 08”] 

w. Gerald Moore, piano 
(Rec. c. 1948. Mat. OEA 13262; HMV B 9751) 
(Reissued by permission of EMI Records 
Ltd) 

2. DEBUSSY: SONATA FOR FLUTE, 
VIOLA AND HARP [16’ 06”] 
(Each movement - playing con¬ 
tinuously - from a different source) 
ALICE MERCKEL: Pastorale 
w. Marcel Moyse, flute/Lily Lask- 
ine, harp 
(Rec. 7/11/38. Mats. 2LA 2857/8; Fr. HMV L 
1066) 

MORA: Interlude (abr.) 
w. Arrigo Tassinari, flute/Celesti- 
na Gandolfi, harp 
(Rec. c. 1932. Mat. WBX 1126-2; Col. CQX 

16491) 

ETIENNE GINOT: Final (Allegro 
moderato) 
w. Marcel Moyse, flute/Lily Lask- 
ine, harp 
(Rec. c. 1927. Mats. Ki 1531/2; Fr. Odeon 

165244/5) 

3. JACQUES GORDON: Loeffler - 
Rhapsody No. 1 (Z ’Etang) [8’ 47”] 

w. Bruno Labate, oboe/Emma 
Boy net, pf. 
(Schirmer 2531. Rec. c.1938; Mats. 2036/7) 

4. VINCENC ZAHRADNIK/VACLAV 
JENC: Vranicky - Rondo (fr. Cone, 
in C) [8’ 33”] 
w. Prague Radio SO/Ancerl, cond. 
(Rec. c. 1938. Mats. OSA 045471/2; Ultra- 
phon MBA 74) 

3. VADIM BORISOVSKY: Tchai¬ 
kovsky - Ardent Declaration 
13’ 37”] 

w. Boris Zhilinksy, piano 
(Rec. 1951. Melodiya Mat. and Cat. M10- 
42201) 

6. VADIM BORISOVSKY: Sakharov 
- I loved you (Pushkin) [3’ 16”] 
w. Ivan Kozlovsky, tenor/Matvey 
Sakharov, pf. 
(Rec. c. 1947. Melodiya Mat. and Cat. M10- 

42838) 

7. BORISOVSKY/MIKHAIL 
TERYAN: Bulakhov - Barcarolle 
[2’ 57”] 

w. Boris Zhilinksy, piano 
(Rec. 1951. Melodiya Mat. and Cat. M10 
42202) 

8. ALEXANDRU RADULESCU: Enes- 
cu - Konzertstiick [r 54”] 
w. George Enescu, piano 
(Fr. acetate of a broadcast, 1943) 

9. PIERRE PASQUIER: Pierne - 
Pieces en Trio (exc.) [8’ 29”] 
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w. Jean Pasquier, vln./Etienne 
Pasquier, vie. 
(Rec. 1930s. Mats. CPTX 319/20; Fr. Col. X 

153) 

10. REINHARD WOLF: Beethoven - 
Horn Son., Op. 17 (exc.) [4’ 29”] 
w. Winfried Wolf, piano 
(Rec. c. 1935. Mat. not known; HMV EH 1004) 

11. OSKAR KROMER: Brahms - 
Gestillte Sehnsucht, Op. 90/1 
[6’ 28”] 

w. Ria Ginster, sop./Paul Baum¬ 
gartner, pf. 
(Rec. 1943. Mats. OZA1367/8; HMV DB 10098) 

CD 2 

1. WILLIAM PRIMROSE: Novacek - 
Perpetuum mobile [t 39”] 
Accompanist not known 
(Fr. acetate of a broadcast, c. 1943) 

2. WILLIAM PRIMROSE: Boccherini 
- Sonata in A [7’ 33”] 
Adagio molto into Allegro mod¬ 
erato 
w. Joseph Kahn, piano 
(Rec. c. 1942. Mats, not known. Vic. 17513) 

3. WILLIAM PRIMROSE: Tchaikovsky 
- None but the Weary Heart 
[3’ 02”] Op. 6/6 w. piano 
(Rec. 1934. Mat. CAX 7177-1; COl. DX 665) 

4. WILLIAM PRIMROSE: Paganini - 
Caprice No. 13 (“La Risata”) [2’ 05”] 

Op. 1/13 

5. WILLIAM PRIMROSE: Paganini 
- Caprice No. 5 [r 33”] Op. 1/5 
(both unacc., and rec. 1934. Mat. CAX 7178- 
1; Col. DX 665) 

WINIFRED COPPERWHEAT: 
Vaughan-Williams - Suite for 
Viola/Orchestra 

6. 2nd. movement: Carol [t 4r] 
7. 3rd. movement: Dance [l’ 43”] 
8. 4th movement: Ballad [5’ 44”] 

(From broadcast, date unknown. Accom¬ 
panists unknown. Originals supplied by 
the Copperwheat family) 

9. MAX ROSTAL: Biber - Pas- 
sacaglia [io* 33”] 
(From broadcast. Date unknown. Original 
supplied by Tony Pickard) 

10. SYDNEY ERRINGTON: Eccles - 
Sonata in G minor [7’ 16”] 
Largo - Corrente - Adagio - Alle¬ 
gro vivace 
w. Melville Cook, piano 
(Rec. c. 1941. From acetate of broadcast) 

11. ANTONIN HYKSA: Krejci - First 
Ancient Song [3’ 48”] 

12. ANTONIN HYKSA: Krejci - Sec¬ 
ond Ancient Song [3’ 37”] 
w. Josef Hala, piano 
(Rec. c. 1959; Mat. 4 (both) A 4414; 
Supraphon 011 0428 F) 

13. WILLIAM LINCER: Mozart - Sin- 
fonia Concertante in E flat, K. 
364 (Rondo only) [6’ 21”] K. 364 
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THE RECORDED VIOLA VOLUME II 
BERNARD SHORE: Fiocco - Allegro 2. Debussy: Sonata for Flute, Violo and Harp (Each 

movement - playing continuously - from a different source ALICE MERCKEL: Pastoral 
MORA: Interlude (abr.) ETIENNE GINOT: Final (Allegro moderato) 3. JACQUES GORDON: 
Loeffler - Rhapsody No. 1 (L Etang) 4.VINCENZ ZAHRADNIK/VACLAV JENC: Vranicky - 

Rondo 5. VADIM BORISOVSKY: Tchaikovsky - Ardent Declaration 6. VADIM 
‘ BORISOVSKY: Sakharov - I loved you 7. BORISOVSKY/MIKHAIL 

TERYAN: Bulakhov - Barcarolle 8. ALEXANDRU RADULESCU: Enescu - 
k Konzerstuck 9. PIERRE PASQUIER: Pierne -Pieces en Trio (exc.) > 

10. REINHARD WOLF: Beethoven - Horn Son.. Op. 17 (exc.) At 
Xk 11. OSKAR GROMER: Brahms - 

Gestillte Sehnuscht. Op. 90/1 
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THE RECORDED VIOLA VOLUME II 
1.WILLIAM PRIMROSE: Novacek - Perpetuum mobile 2. Boccherini - Sonata in A 3. Tchaikovsky 

- None but the Weary Heart 4. Paganini - Caprice No. 13 (“Devil's Trill”) 5. Paganini - Caprice „ 
No. 5 WINIFRED COPPERWHEAT: Vaughan-Williams - Suite for Viola/Orchestra 6. 2nd. ^ 

movement: Carol 7. 3rd. movement: Dance 8. 4th movement: Ballad 9. MAX ROSTAL: Biber-' 
Passacaglia 10. SYDNEY ERRINGTON: Eccles - Sonata in G minor 11. ANTONI HYKSA: 

Krejci - First Ancient Song 12. ANTONIN HYKSA: Krejci - Second Ancient Song 13. WILLIAM 
LINCER: Mozart - Sinfonia Concertante (exc.) 14. HERBERT DOWNES: Vaughan-Williams 

Fantasia on Greensleeves 15. BLANCHE HONEGGER: Neubauer - Adagio in F 
16. WATSON FORBES: Grainger - Arrival Platform Humlet 

17. Grainger - The Sussex Mummers' Carol 


